with rape.
3 This is critically important: one survey found that 42% of rape survivors told no one about their rape (Warshaw 50) . Moreover, the accounts that survivors give of their experiences may be politically significant as they often articulate perspectives on social reality that challenge hegemonic views that reify oppressive social practices.
But the feminist emphasis on women's speech, which seeks to politicize female experience by moving it out of the private and into the public sphere, situating the individual's experience within a collective one, is weakened by first-person narration which depoliticizes and privatizes rape by emphasizing the trauma experienced by survivors without exposing the social origins of sexual violence.
4 Speech becomes not a way to communicate an alternative perspective on reality, but to mark healing and signal closure, imposing a happy ending on the painful narrative. Thus, while the interests of adolescent readers could be served by narratives representing rape by helping readers to understand the social factors that support rape and how they might be transformed, many of the best-known examples fail to do so.
Elizabeth Schuhmann notes that first-person narration is the "preferred technique" for the young adult novel, an observation that describes the majority of young adult rape novels. But Schuhmann argues that this preference entails disadvantages. Particularly relevant is her argument that while first-person narration limits characterization, thirdperson narration "can improve students' understanding (from several viewpoints) of people in different positions in life" (319) . Lacking the multiple points of view enabled both in third-person and in multiple first-person narratives, Speak remains narrowly focused on Melinda's trauma, limiting the novel's representation to individual experience and restricting the representation of social relations and structures that result in rape. 5 Melinda has been raped at a party by a high school senior, Andy, but hasn't told anyone. In fact, Melinda is ostracized by her friends because she called the police after the rape, but once they arrived was too terrified to tell them about it. The police then proceeded to arrest those at the party for underage drinking. Melinda's narrative focuses on her pain and isolation in the wake of her attack while withholding from the reader the fact that she has been raped until the last third of the novel. Melinda is inspired by the women's suffrage movement to finally "speak." She writes her rapist's name on the bathroom wall under the heading "Guys to Stay Away From" (175) , and encouraged by a poster of Maya Angelou, discloses her rape to her friend Rachel who has begun dating Andy. When Rachel breaks up with him, Andy threatens to rape Melinda again, to retaliate against her. Inspired once more by Angelou, Melinda shouts no, and silences and paralyzes the rapist by holding a shard of glass to his neck.
The novel's focus on the individual psychology of the protagonist and her solitary journey to healing deemphasizes the social factors contributing to rape. Jie Y. Park cites a lack of understanding of such factors to explain victim blaming by girls participating in an after-school book club on Speak. 6 Park notes that few girls challenged statements that blamed victims for rape (203):
[M]ore than half of the seventh-grade book club members articulated that rape victims are at fault for wearing tight clothes, drinking alcohol, "flirting back," and making poor decisions. Although most of the girls realized that different standards exist for boys and girls, they had difficulty seeing both Melinda and Andy (the rapist) as part of multiple systems of gender norms, heterosexuality and peer relationships, as well as a culture that believes "boys will be boys." (206) Like the girls in Park's study, the novel suggests that individuals are responsible for preventing rape.
Because the first-person narration focuses on Melinda's psychological state, the representation of social relations and structures that result in rape is restricted. In two passages, Melinda notes men's sexual objectification of women: she says that "all the girls avoid" the janitors' lounge "because of the way they stare and whistle softly when we walk by" (26); and that Picasso "had a thing for naked women. . . . Who sits around without a shirt on, plucking a mandolin? Why not draw naked guys, just to be fair? Naked women is art, naked guys a no-no, I bet. Probably because most painters are men" . No explanation is offered for this objectification, and it is not linked to male violence. Other than her rape, the only other example of violence against women in the novel appears in a passage in which Melinda mocks political correctness, saying that her high school sports teams can no longer be called "Tigers" because it shows "shocking disrespect for an endangered species. . . . We can't be the Buccaneers because pirates supported violence and discrimination against women" (49). Here, violence and discrimination are a joke, and located in the past.
Similarly, when Melinda writes a report on what she calls "the suffragettes" for a class, both women's inequality-which feminist theo-rists identify as leading to violence against women-and the women's movement are located in the past: before the suffragettes came along, women were treated like dogs. *Women could not vote. *Women could not own property. *Women were not allowed in many schools. They were dolls, with no thoughts, or opinions, or voices of their own. (155) Of course, it isn't true that women had no thoughts prior to the suffrage movement, nor that the kind of social change it demanded is no longer needed. But Melinda's comment that she thinks "about looking for an old suffragette in a nursing home, but they are probably all dead" (155) reinforces the common view that we live in a postfeminist society in which the goals of feminism are now passé because women have achieved equality. Ironically, while Anderson has said, "I can't really think of a time when I wasn't a feminist" (Anderson, "Page Turner") , the feminism that she claims is not named in Speak.
Although feminism doesn't appear in Speak, as this novel and others thematize, the violence against women that feminism has focused on as one of its most important issues continues: according to a 2010 survey by the Centers for Disease Control and Prevention, "women are disproportionately affected by IPV [intimate partner violence], SV [sexual violence], and stalking." The survey found that while 18% of women are raped during their lifetime, the number for men is 1%. And pertinent to the young adult novels that are the subject of this essay, youth is a risk factor: 80% of survivors report that their first rape took place "before the age of 25 and almost half (42%) experienced their first rape before age 18 (30% between 11 and 17 years old and 12% at or before the age of 10)." Given these statistics, one could argue that the feminism that is not named in this novel remains necessary in the effort to end rape.
Anderson's response to an interview question about why the depiction of what happens to Melinda's rapist is "vague" at the end of the novel suggests that she may be aware of the limits to the response to rape suggested in her novel. She says, "this stuff is rarely clear-cut in real life. Rich, educated white guys (and their sons) rarely get arrested, prosecuted, or jailed for the crimes they commit. This will change when women have the courage to speak up as loud and long as it takes" (Anderson, "Interview") . Thus, while Anderson seems to realize the problem is more complicated than the novel suggests, it doesn't represent the social origins of rape, or a solution to it other than women behaving more courageously as individuals.
The novel's individual approach to rape results, in part, from its first-person narration. Melinda more fully experiences and thus represents her poor relationship with her parents than social institutions that support rape. While this accords with the experiential reality of a teenage girl, it also occludes the real but far less experientially immediate social factors. In fact, more of the novel is devoted to depicting poor parenting than violence against women. For example, Melinda writes that when she came home after the rape, her parents weren't there: "Mom pulled in around 2 a.m., Dad just before sunup. They had not been together. What had they been doing? I thought I knew. How can I talk to them about that night?" (72). Parental absence also blocks Melinda from turning to her parents for help. She explains, "My family communicates with notes on the kitchen counter" like "Pizza. 555-4892" (14) . Melinda shows her mother to be more focused on her job than her family. At Thanksgiving, her mother forgets to thaw the turkey because she's busy "pounding on her laptop at the dining-room table" (57). After ruining the turkey, her mother goes to work and her father orders pizza. At Christmastime, she leaves Melinda a note saying she "can put up the tree if she wants" (70). Of course, the novel could employ the first-narration to represent the process by which Melinda comes to understand the structures that support the violence that she had experienced, but she remains unaware of the role of gender inequality in perpetuating rape. In fact, the novel implies that a failure to adhere to traditional constructions of gender-male breadwinner and female primary caregiver-exacerbates Melinda's trauma.
Why Men Rape, in Theory and in Fiction
While Melinda achieves individual agency and stops Andy from raping her a second time via her speech, theoretical explanations of rape demonstrate that speaking about it is not an adequate solution. Ending rape would require the transformation of institutions, including gender, sexuality, race, family, law, education, religion, and the economy, that perpetuate male domination and female subordination. As one study concludes, "the lower the status of women relative to men, the higher the rape rate" (qtd. in Kimmel 278). Tavris and Wade summarize cross-cultural studies that have established factors associated with male dominance, and thus the increased likelihood of rape. Male dominance is associated with societies that are highly sex segregated and in which "men control the resources" (330). Economic factors related to male dominance include colonization, which disrupts traditional economies; and industrialization and capitalism, which increase the sexual division of labor and devalue the labor of women. A scarcity of marriageable women relative to men, which may result from infanticide or male migration, also leads to male dominance. Finally, male dominance may result from stress, including "an unpredictable food supply, endemic warfare, chronic hunger and famine, and recent migration" (331).
While some of this research is based on the study of tribal or even extinct social groups, much of it is relevant to the high rate of sexual violence in the contemporary United States. Economically, women continue to earn significantly less than men: women who work year-round, full-time make 18% less than men. Black women, however, make 32% less than white men, while Hispanic women make 38% less (Hegewisch and Williams-Baron). Politically, women are underrepresented, and make up just 19.4% of Congress, of which 36.5% are women of color (for more details see the Center for American Women in Politics).
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While the understanding of rape as originating in gendered power relations is feminist, there are competing explanations, as sociologist Michael Kimmel explains. Sociobiological and psychological analyses are also prevalent. Briefly put, sociobiologists argue that sexual behavior has evolved in order to ensure the greatest chance for individuals to reproduce and pass on their genetic material. Thus, rape is understood as biologically determined, a strategy used by men who are unsuccessful in finding a mate (Kimmel 28) . Other explanations focus on the psychology of the perpetrator, arguing, "rape is an isolated, individual act committed by sick individuals" (442). Kimmel-like others-persuasively critiques both of these frameworks. Rape, he argues, is not committed by men who are mentally ill and unable to control their impulses: most rapes are planned, and only a small minority are committed by perpetrators who can be categorized as psychotic (442). As for sociobiological accounts of rape, aside from the many general critiques of this school of thought, research finds that "most rapists have sexual partners, quite a few are married" (30). Rape, then, is neither about reproduction, nor solely about sex, but about power and domination, which is gendered, racialized, and sexualized.
As Tanya Horeck demonstrates in Public Rape: Representing Violation in Fiction and Film, many representations of rape for adult audiences draw on feminist analyses of gendered violence. In Barbara Neely's feminist detective series, for example, "the motif of rape is used to comment on-and expose-the racism and classism of American society" (129). In fact, Horeck argues that "the question of feminism" is the critical question that emerges from cultural criticism of rape and representation, citing Jacinda Read and Sarah Projansky, who assert that "representations of rape are one of the prime locations for determining popular ideas about femininity, feminism, and post-feminism" (Horeck 8 ).
It is significant, then, that Speak does not show that rape results from "gendered power relations" (Mardorossian 743 ). In part, as I have argued, this is due to a formal feature of the novel: first-person narration that presents the perspective of a fourteen-year-old who lacks an understanding of factors that contribute to rape. It may be, however, that Anderson is also unaware of this information. In an interview she states, "I didn't really research Speak. The teenager in my head told me the story" (Zvirin) . But another factor is also relevant: as Anne Scott MacLeod notes in her analysis of Robert Cormier's novels (an exception to the trend she notes), "a consistent feature of almost the whole body of adolescent literature is its isolation from the political and societal; its nearly total preoccupation with personality. The typical adolescent novel is wrapped tightly around the individual and the personal; questions of psychological development and personal morality dominate the genre" (74). Julia Kristeva argues in favor of an affinity between the novel as a genre and adolescence in that the novel often displays "psychic breakdown up to the point of psychosis and at the same time to re-collect it, to unify it within the unity of the novel" (18). Clearly, Kristeva's observation is quite pertinent to Speak. However, the individual focus is deeply problematic in novels in which the narrative events are shaped by societal and political issues, like the YA rape novels discussed here.
While Speak is the best-known young adult novel on this topic, the authors of a host of others are like Anderson in that they eschew a theoretical explanation of rape along with any remedy for it. Alina Klein's Rape Girl (2012) offers an especially clear example. Valerie, the raped protagonist, asks those in her counseling group: "Why would he do it? Why do any of them do it?" (100). The therapist replies, "the truth is, I really don't know. All I can say is that the responsibility lies completely with them. There is nothing you did wrong that makes it okay for them to do what they did. But as to why, well, I suppose I could psychobabble about the different theories all night if you'd like me to" (101). This is an important point: perpetrators of rape, not the survivors, are responsible. But an assertion of individual responsibility does not preclude social analysis. Sharon Draper's Darkness Before Dawn (2001) offers two very different explanations for rape. Early in the novel, the protagonist, Keisha, tries to research women in seventh-century Britain for a paper. She's frustrated by the lack of information she finds and insists that while important women must have existed, "nobody wrote about them in the books." Her friend Jalani replies, "Because the writers were all men" (46). However, Keisha does find information about Boudica, and tells Jalani, "When the Romans came to England to take over her people, they took her captive, beat her up, and raped her two daughters" (45). Thus, the novel represents the way rape was used by colonizers as a weapon of terrorism. However, it is not colonialism, race (Keisha and Jonathan, who tries to rape her, are black), or gender, that the narrative offers to explain Jonathan's attempt to rape Keisha (who learns he also raped another girl), but rather the fact that he is older than Keisha, and behaves "strangely" (33) as a result of a bad relationship with his parents. He tells Keisha:
My father was never at home. He never could come to my activities at school. He'd travel all over Europe for army events, but there was not time for me. . . . My mother was very lonely, and eventually very bitter about living the army life. She became irritable, short-tempered, and just plain mean. Since my dad wasn't there to yell at most of the time, she took her frustrations out on me. I was never good enough or smart enough or fast enough to please her. I loved her, but it seemed like I couldn't make her love me. (98) Thus, in depicting the specific incidence of sexual violence that the novel focuses on, it retreats from a social to an interpersonal framework.
More clearly than some more recent novels, the earliest young adult novel that I've found on this topic includes characters who both reference "Women's Liberation" and who draw on the theories developed during this period to explain rape as resulting from a heterosexual male desire to exert power over women: in Scoppetone's Happy Endings Are All Alike, the rapist stalks and rapes Jaret, who is in a lesbian relationship with Peggy, and threatens to expose them if Jaret reports the rape. A first-person section narrated by the rapist reveals that homophobia is a factor in the rape: "Somebody ought to knock her around and put her in her place. . . . She thinks she's too good for all the guys around here" (42). Target ( 2003) , by Kathleen Jeffrie Johnson, offers a similar analysis. Grady, the male rape survivor, questions his masculinity after being raped by two men. While Grady fears that he has been targeted because the rapists recognized homosexual desire in him, his friend tells him, "Most of the guys who do that kind of thing are straight. You'd figure them for, you know, fags. I mean-gay. Predisposed toward guys. But . . . that's not the way it is. . . . Men-the violent kind, at least-us[e] sex to establish domination over other men" (161).
One of the few novels that represents class, The Amazing True Story of a Teenage Single Mom (1998), a graphic novel by Katherine Arnoldi, is narrated by a low-income, single mother who offers one of the most complete mappings of the origins of male violence. Interestingly, it is also the most positive overall. The protagonist, Katherine, becomes a teenage single mother as a result of rape. But the rape is just one of multiple instances of sexual and physical violence that Katherine endures: she is physically and sexually assaulted by her brother-in-law, with whom she lives until her sister throws her out after Katherine hits him with a chair to stop him from abusing his son. Soon after, she is raped and impregnated by a stranger who offers her a ride. After giving birth, Katherine takes her new daughter to Phoenix with her boyfriend Dave. But when Katherine tells Dave she's going to "see about going to college," the next frame explodes with a crash, and he gives her a black eye and broken nose (n. pag., the novel is unpaginated).
Arnoldi makes it clear that male power is material in nature and rooted in female economic inequality. Her mother and sister tell her "to be nice" to her violent brother-in-law and "not to make him mad because he made the money". Katherine works in a glove factory inspecting rubber gloves for holes, where all the workers are women, and the supervisor and boss are male. When the workers go on strike, she gets a job waitressing, again with women, who explain to her that "these old men like young meat. You can make lots more," in a frame circled with the word "smile" repeated over and over again.
Katherine escapes, however, with the help of truck drivers who feed her and take her to Denver, where her friend Debbie takes her in and gets her a job. But the real hero of the novel is Metropolitan State College, where Katherine is accepted with financial aid, a work-study job, and free day care that allow her to fulfill her dream of graduating. The novel concludes with a frame showing Katherine and her daughter beginning to walk hand-in-hand on a road under a bright sunrise with the words "The End (beginning!)." Following this page are several that inform readers-especially single mothers-how to go to college.
However, most of the young adult novels on this topic, many of which, like Speak, thematize the significance of voice, fail to represent the social context of rape. Adele Geras's Watching the Roses (1992) can serve as a final example. This retelling of "Sleeping Beauty" restores the rape present in the earliest versions by Giambattista Basile and the anonymous author of Perceforest (Zipes 684), but which was transformed into a kiss in Perrault's and the Grimms' versions. Unlike these precursors, in which the beauty is raped while sleeping, in Geras's retelling, a sleeplike coma follows the rape of eighteen-year-old Alice by Angus, the son of a gardener who had worked for her father when she was younger. Angus is motivated by class resentment dating back to that time, when Alice told her father that she had seen him "picking flowers when he wasn't supposed to" (24-25). Even in childhood, the threat of sexual violence is implied by Alice's description of Angus: "Angus would stare at me with his wet mouth hanging open (it always looked open, red and horrid) and his eyes flashing a message at me that only I could understand: 'You'll be sorry,' they said to me, clear as clear. You just wait, and I'll see to it that you're sorry" (25). Alice is afraid not only of Angus, but of men in general. She says, "Men are different. Boys are different. Bigger, thicker, hairier, rougher, rather like large, shaggy animals . . . the nasty ones I imagine as wolves" (60), which she fears from the story of "Little Red Riding Hood." The biological metaphor in this passage, which describes men in general as predatory animals, represents masculinity as biologically determined rather than socially constructed, implying, albeit obliquely, that rape is biologically determined. The novel, then, suggests that rape is the result not of male power and female inequality but of masculinity, which is bestial by nature.
After being raped and falling into silent, nervous exhaustion (2), Alice hopes that writing about her trauma will heal her. She writes: "You think: If I tell them this, they will think I am different, worse, defiled in some way. . . . But, writing is a kind of talking, and I feel: If only I had done it straight-away, poured all the poison out at once . . . then I would never have needed to lie here all these weeks under my blanket of misery" (168). While the significance of speech is less pronounced in Watching the Roses than in Speak, in both, the speaking and telling represented differ in important ways from the highly politicized speech of the women's movement. In these novels, speech offers closure, resolving the trauma of the protagonist. This closure, however, is personal and individual. It does not address rape as a social problem. By contrast, the speak-out, in which women addressed tabooed subjects-including rape, battering, and illegal abortion-by detailing their personal experiences, argues Carine Mardorossian, "is a site of collective enunciation" (764). As such, it often powerfully transformed the way such experiences were understood: rather than being seen as private, individual, and unique, women were able to "come to understand that an experience they might previously have perceived as interpersonal in nature is in fact rooted in historical and social relations" (764). In failing to represent the historical and social contexts for rape, novels like Speak and Watching the Roses naturalize rape, at the same time that they psychologize and individualize it. Thus, while they encourage survivors to speak out as individuals, they don't offer the example of collective feminist action, limiting their ability to effectively challenge the rape culture that itself individualizes blame and discourages social analysis.
The Political Movement That Dares Not Speak Its Name
Whichever framework one finds most adequately explains rape, it is feminism that has been responsible for challenging the prevalence of rape and fighting to end it and, relevant to the topic of these books, for encouraging that this tabooed subject be addressed in the media and in literature. But, while the existence of rape novels is a direct result of feminism, only one out of twenty-five YA rape novels includes the word "feminism": Ellen Hopkins's Smoke (2013) , in which one of the two first-person narrators, Jackie, says that she is considered "half freako killer, half feminist/heroine" (528) after she shoots and kills her abusive father when he physically attacks her after he discovers her being raped. While the novel-which includes a fatal car accident, miscarriage, undocumented immigrants, domestic terrorism, and more-is melodramatic, it clearly links multiple instances of male power to violence against women, gay people, and immigrants.
The closest any other novel comes to mentioning the word "feminist" is Erika Tamar's Fair Game, in which a feminist organization, NOW, is named (but not identified as such): a spokesperson from NOW appears on a television talk show, and "started talking about pornography and violence. 'This culture constantly commercializes sex; women are presented as objects. Permission is granted to dehumanize '" (247-48) . This is useful information, but even more useful would be a character who explicitly states that rape results from women's subordination to men, that feminism sees this subordination as unjust, and seeks to end it. Of course, such a statement would violate the notion that literature should show rather than tell, and open the novel up to the charge that it is propaganda rather than art. These novels, however, are unabashedly problem novels and all include lines that could come directly from therapeutic literature. In Daisy Whitney's The Mockingbirds (2010), for example, a character tells Alex, the main character, "You couldn't give consent. You were drunk" (312).
Fair Game While Tamar's reference to NOW in Fair Game represents collective efforts to stop sexual violence, another formal aspect of the novelmultiple first-person narrators-also pushes its representation of such violence in the direction of the social and the structural. The novel is based on an actual case in which high school athletes from affluent Glen Ridge, New Jersey, lured into a basement an intellectually disabled seventeen-year-old girl, whom some of them had known since she was a kindergartner, forced her to perform oral sex, and sexually assaulted her with a baseball bat and a broomstick. While thirteen boys were in the room when the assault began, six left, and of the seven who remained, four were convicted of charges including aggravated sexual assault and conspiracy ).
Tamar's novelization of this incident is told by multiple first-person narrators: Cara, the girl assaulted; Julio Lopez, an athlete who leaves before the assault takes place; and Laura Jean, the girlfriend of Scott Delaney, who initiates the assault. Despite the multiple points of view, Laura Jean is the central character, as the novel begins and ends with her narration, tracing her move from a perspective that normalizes male sexual violence to one that condemns it. As Tamar depicts it, rape results from a widespread pattern of interactions between males and females that is commonly accepted. In fact, the novel makes it clear that the assault on Cara is not anomalous but part of a pattern of male abuse not only of women, but also of others: Scott's brother Tommy gets detention for punching a gay student, and Julio-who goes by the anglicized "Joe"-is enraged when he overhears his teammates talking about Latina students and "laughing about getting a bite of hot and spicy dark meat" (28). Thus, the novel reveals the way that the athletes' power as men intersects with racial and heterosexual privilege.
When the novel begins, Laura Jean is loyal to Scott, even after he's admitted to his version of the assault: that he had consensual sex with Cara. Laura is convinced by Scott's rationalization of his behavior: "Cara never said no. Nobody was threatening her. . . . She's a whore. . . . Cara's into kinky stuff, things I'd never in a million years ask you to do . . . like a porn flick come to life . . ." (158-61). Persuaded by Scott's explanation that he participated to maintain his masculinity in front of his friends, Laura Jean vows to "stand by [her] man" (4).
Other characters also excuse or defend the rapists. Scott's mother, for example, admits, "they showed bad judgment" but insists that "boys being boys has never been a crime" (244; original emphasis). However, Laura Jean comes to reject this construction of masculinity as she realizes the way in which it dehumanizes women and constructs them as the other, a process that normalizes violence, including sexual violence. Laura Jean learns about the concept of the other in her Holocaust studies class in which her teacher "said ordinary people can complacently do evil when they dehumanize 'the other.' In My Lai, he said, nice, regular American guys could massacre babies because the Vietnamese were 'gooks,' not quite human" (109). Here, as in Darkness Before Dawn, violence against women is linked to racialized state violence, here as perpetrated by the Nazis and by members of the US military. Laura Jean's first reaction to this is to insist, "I'm not like that and neither are any of the people I know" (109). However, after she secretly tapes a conversation with Cara in an attempt to establish her consent, Laura Jean realizes that the boys justified their assault of Cara by constructing her as the other. When Cara tells Laura Jean, "I was nice to them so they'd like me," Laura Jean sees that, because of Cara's mental disability, she was easily manipulated. In fact, Laura Jean recognizes that though she's been categorized as a goddess and Cara as a doormat, neither she nor Cara is seen as fully human. When Laura Jean confronts Scott after her conversation with Cara, Scott says, "Cara's nothing" (285; original emphasis). But Laura Jean defends her, insisting, "No. No, she's a person" (286), and ends her relationship with him. Cara too, despite the fact that she is afraid to "get [her] friends in trouble," tells her track coach that the boys have hurt her. Though both Laura Jean and Cara "speak," it is clear that more is needed to stop rape. The novel represents traditional constructions of gender, sexuality, race, and ability that normalize social hierarchy and justify violence by those who hold power in order to maintain the subordination of women and other marginalized groups.
Toward a Coalitional Consciousness in the Young Adult Rape Novel
Tamar is one of only three authors in this study who represents race as significant in understanding and stopping rape.
8 Notably, in the two novels in which black characters are raped, race is not thematized. In part, this is due to the fact that in these, as in every other novel in this study, the rapist and rape survivor are of the same race. However, in two novels in which white characters are raped, race is represented as significant: not in the rape itself, but as characters confront and overcome racial barriers in order to challenge oppression. Alice Childress's Those Other People and Jacqueline Woodson's I Hadn't Meant to Tell You This are informed by a black feminist literary tradition that interrogates the ways in which experience must be understood intersectionally, that is, as structured not only by gender but also by race/ethnicity, sexuality, and class. Women-of-color feminists, like bell hooks and Patricia Hill Collins, have critiqued mainstream feminism for being guilty of the very universalizing of experience of which it has accused male-dominated discourse that subsumes particular female experience under a so-called male universal. While second-wave feminism focused on commonalities among women, this focus "can serve to downplay important differences between women and reify gender as the only difference that counts for feminism" (Keating 92) . Consequently, white middle-class feminism has failed to attend to the ways in which the experiences of women of color, LGBTQ people, poor women and other marginalized groups may significantly differ from those of privileged women. Cricket Keating argues that "coalitional consciousness building" as theorized by Chandra Mohanty, Maria Lugones, and Bernice Johnson Reagon (86) offers a remedy to this by "sharing thematically related experiences in a way that highlights the national, racial, sexual, class, and other contexts and histories relevant to the experiences" (87). Childress's and Woodson's novels show that only by attending to such differences can the interracial solidarity needed to effectively challenge violence against women be achieved. Alice Childress's Those Other People is the third of Childress's young adult novels, after the critically acclaimed A Hero Ain't Nothing but a Sandwich and Rainbow Jordan. Artistically, Those Other People is not as successful as these earlier novels. Yet, as an early example of a young adult novel that addresses race as it is significant in gendered violence, the novel is important. The novel thematizes a consistent concern of Childress's: racism. In particular, it continues Childress's challenge to the myth of sisterhood by revealing the role of white women in perpetuating black women's subordination, a project her work engages in as far back as 1949 . In addition, however, the novel introduces sexual orientation as a theme, in depicting a gay white male character who challenges his own oppression when he supports the white survivor of an attempted rape. The novel's multiple first-person narrators reveal the interlocking nature of oppression and articulate the need for solidarity among the oppressed, while showing the ways in which racism, sexism, and homophobia divide them.
The main character, Jonathan Barnett, is gay, white, and male. His narration focuses on his reluctance to come out, a reluctance he overcomes in order to support Theodora Lynn, who is also white, and has been sexually assaulted by a white teacher, Rex Hardy. Jonathan receives blackmail notes threatening to expose his sexual orientation if he offers evidence in support of Theodora. Tyrone Tate's family urges him not to serve as a witness with Jonathan because they fear that Tyrone will also be assumed to be gay. Tyrone says:
Dad and Uncle Kwame are united against me saying what I saw. I know what I saw. They've abandoned talk about justice and truth because Hardy, and Spencer Reese, a student, and other people, WHITE people, are spreading word that Barnett is gay. My family doesn't want me to look like I'm too close to him. Bet they're scared other people might think I'm also gay. . . . Now, what kind of talk is that? (43; original emphasis) Childress shows that homophobia, along with racism, motivates Jonathan's and Tyrone's parents to discourage them from supporting Theodora, and reinforces the male power which is responsible both for her sexual assault and for her father's insistence that she remain silent about it. He demands, "Who do you have for witnesses? Jonathan Barnett and Tyrone Tate? One's a faggot and the other's a nigger. I will not let you make a public spectacle of yourself" (60), and tells her that he'd rather kill her attacker than "see her in court. Most people manage to keep family secrets. I can't let you hurt yourself. Some day you'll want to marry. Why should a bride drag a court scandal down the aisle with her?" (60).
Theodora is already a survivor of sexual abuse when she is attacked by Hardy, having been molested by her paternal uncle at age nine. Despite her youth, both her uncle and her father displace responsibility for the crime onto her, the victim: while her uncle instructs her to touch him, and then tells her, "When you hold me I'm helpless," her father tells her, "don't blame it all on him" (58). Similarly, Spencer Reese, the white student who engineers the attempted rape of Theodora by locking her in a closet with Hardy, says that she "sure knows how to show it all off. She's got a thousand ways of asking for rape. At school, Theo throws one leg over her desk, playing cool while making guys sweat. She wears tight pants, or skirts so short you can see eternity" (132). This projection of blame is replicated by Hardy, who tells Theodora, "You keep it going, Theodora. You ask for it," as he holds his hand over her mouth, rips her shirt, and gropes her (117). As La Vinia Jennings points out, "the closet in which he attempts to rape Theodora functions as a metaphor for coercive illicit heterosexual activity that needs public 'outing' and intensive sociopsychological scrutiny" (111), scrutiny that the multiple narrators of the novel subject it to.
Like Theodora, Susan Tate, her black neighbor, has also been subjected to sexual harassment. Susan says that Spencer "reached out and grabbed me down in a personal place and said, 'I am a chocoholic' . . . I called after him, "You're a dirty racist cracker son of a bitch" (64). While Theodora's and Susan's common vulnerability to male sexual violence suggests a potential basis for interracial solidarity, this scene reveals the specific experience of racialized sexual violence for women of color.
At the same time that Childress represents the way in which white women are subject to oppression on the basis of their sex, she also shows their responsibility for racial oppression. Theodora, although she rejects the label of "racist" for her father, reveals his racism along with her own. When the Tates, the first black family in the neighborhood, move in next door to the Lynns, Theodora remarks that Mr. Tate acts "just like he was on the same level as everybody else. . . . He acted so damn sure of himself. Awfully grand-considering" (54). Her father, she reports, "came inside and right away phoned every neighbor on the block, warning them about the coming invasion" (55). Theodora's mother reacts similarly, and erupts when she discovers that Theodora has been assigned as Tyrone's partner for computer class. She urges Theodora to keep her "distance" from her new neighbors, and to stay out of their house (113). The racism that Theodora and others display is fueled by class: Theodora notes that the Tates "have everything" (112), and Spencer says that the Tates "like to show off their Cadillac and wear ritzy clothes. Tate Sr. has put in an application to join the country club" (132-33). Angered by the failure of older whites in the neighborhood to aggressively challenge the "dark intruders," he and a friend burn a cross in the Tates' front yard (132).
Thus, the novel demonstrates the way in which racism, as manifested in the hostility which the Tates encounter when they move to the allwhite community and high school, discourages interracial solidarity in confronting male violence. In fact, fear of interracial sex and of the black male rapist has been historically mobilized as a primary mechanism in maintaining white power. Spencer hints at this: "Tyrone, the black guy, has to have one eye out for getting a white girl . . . they all do" (135), and reports that his father said that Theodora's father "had better hurry and protest his new neighbors out of town before he becomes grandpa to a mulatto baby" (132). Similarly, Theodora's father tells her "don't sit out back sunning yourself in a bikini like you're asking to be raped" by their new black neighbors (58).
Given the racism that her family has encountered since moving to Minitown, Susan states, "I DON'T GIVE A DAMN ABOUT JONATHAN BARNETT or Theodora Lynn or anybody else in this simple-ass town, except my brother Tyrone" (61). Deeply alienated by her knowledge of the history of racism in the United States and her isolation at the white high school, Susan is reluctant to share the evidence that a crime has been committed against Theodora, telling Jonathan, "maybe nobody can save anyone except themselves. Maybe each of us should just look out for number one" (69).
Interestingly, it is two male characters, Kwame and Jonathan, who challenge this individualism. Kwame, Susan and Tyrone's uncle, is a political activist critical of his brother's individualistic, assimilationist, and upwardly mobile aspirations. He argues, "you have to be concerned about other people besides yourself" (169); and gives Jonathan the missing evidence. While Jonathan explains that earlier, he had resisted coming out and rejected gay rights because he "wasn't ready to join any big-mouth crowds," in the conclusion of the novel, he tells the school board, "I am gay. . . . I think Rex Hardy attacked Miss Lynn. She said he did and I believe her" (183). After this announcement, Jonathan says "Freedom feels good. . . . Coming out is like flying straight up out of this world" (184). While this passage stresses the liberating effect of expressing that which has been forbidden, the effect of this is also nascently political, as Jonathan tells his mother that he plans to visit Theodora to "let her know I'm still a kindred soul-in case she needs me, in case she changes her mind about the charges against Hardy. I'll also drop by and see the Tates. I don't mind hopping over the Lynn fence" (186). Thus, while Jonathan expresses his solidarity with Theodora in challenging sexism, he also asserts his willingness to betray white, racist bonds to support the Tates. The multiple narrators of Those Other People reveal the interlocking nature of oppression based on race, class, gender, and sexuality, and articulate the need for solidarity among the oppressed. In doing so, the novel represents the work necessary to build a coalitional consciousness: the forging of solidarity across "multiple lines of difference" (Keating 87) .
Like Childress, Woodson represents the difficulties in building relationships between members of different races and classes, as well as the mutual support that such relationships might offer once achieved. In I Hadn't Meant to Tell You This, the black protagonist, Marie, becomes friends with a white girl, Lena, who tells Marie that her father is sexually abusing her. While the town in which the girls live is predominantly black, some inhabitants are white, impoverished coal miners and their families who were displaced by mine closures and never got back on their feet. Because of racial and class differences, neither Lena's nor Marie's fathers want them to be friends. Lena's father calls her a "nigger lover" and tells her he "don't really like mixing races. . . ." Lena says, "Sometimes I try to argue with him, tell him this is the nineties and all. But he say if God wanted us to mix, he would've made us all one color" (40-41). Marie's father, a college professor, calls families like Lena's "trash," and tells Marie, "White people hate us, and we go on hating them right back" (5, 28). This novel, however, represents the process by which the "other side" of Marie's "world is illumined" and she and Lena "came together" (1).
When Lena tells Marie about her father's abuse, Marie insists that Lena is lying (55). Despite this, Lena tells Marie she needs a friend to talk to. Marie asks, "How come you want to be friends with a black girl anyway?" (59). Lena replies, "White, black-it shouldn't make no difference. We all just people here" (59). While Marie insists, "But it does make a difference," she seeks Lena out and their friendship deepens (59). As a result, Marie comes to understand why Lena doesn't tell anyone about her father's abuse. Lena tells her she is afraid that social services will "come and take us away. . . . they can put Dion [her sister] in one place and me in another and I can go through the rest of my life without ever seeing her again" (76). This, Lena tells Marie, is what happened when Lena told a social worker, soon after her mother's death, that her father wanted her to sleep in his bed. With this, the novel reveals one of the many barriers that prevent girls-especially those who are, like Lena, poor-from speaking about their abuse. That barrier is not overcome in the novel. As it ends, in order to escape from their abuser, Lena and her sister run away, and Marie doesn't know what has become of them. 9 In this conclusion, argues Norjuan Q. Austin, we learn that Marie has not disturbed the universe at all; she has only upset her father, her peer group, and her value system. The universe . . . is just as absolute and unpredictable as it was at the beginning of Woodson's novel; a place where young girls are molested, evil triumphs just as often as good, crimes go unpunished, and nothing can be done about it, ever. (141) Austin might say the same about the conclusion of Those Other People. In both novels, unlike other YA rape novels, the perpetrators of racial and sexual violence have been neither arrested nor punished-as in Francesca Lia Block's short story "Wolf" (2000) in which a girl raped by her mother's boyfriend murders him. Nor do these novels end with the healing of the rape survivor, as in Speak and Watching the Roses. But, while such conclusions offer closure on a personal level, they do not-indeed they cannot-represent the end of male violence on a narrative level.
However, a passage that shifts from the narrative to the lyrical-a passage that Austin's interpretation of I Hadn't Meant to Tell You This ignores-presents a fragmentary, utopian vision of how the problems exposed within it might be solved. Marie reads aloud to Lena from black lesbian feminist Audre Lorde's The Cancer Journals:
Battling despair does not mean closing my eyes to the enormity of the tasks of effecting change, nor ignoring the strength and the barbarity of the forces aligned against us. It means teaching, surviving and fighting with the most important resource I have, myself, and taking joy in that battle. It means, for me, recognizing the enemy outside and the enemy within, and knowing that my work is part of a continuum of women's work, of reclaiming this earth and our power, and knowing that this work did not begin with my birth nor will it end with my death. . . . It means trout fishing on the Missisquoi River at dawn and tasting the green silence, and knowing that this beauty is mine forever. In this passage, Lorde situates herself as part of a female collective working for feminist social change that promises social transformation in the future. This glimpse of a better future, and the path to making it a reality, offers the girls in the novel-and the reader-hope.
Significantly, the possibility of a political solution to the trauma represented in the novel is introduced not via the subjective experience of the first-person narrator but via an extended quotation from a feminist theorist that offers a perspective not otherwise available to the narrator, enabling her to transcend the severe limitations that other first-person narrators in this study confront.
10 Thus, while I Hadn't Meant to Tell You This, like Speak, features first-person narration, that first-person narration is politicized, like the women's speech of the consciousness raising movement, as it moves beyond the individual to the collective. This collective includes the reader of I Hadn't Meant to Tell You This as the "you" of the title, the reader to whom this first-person novel is addressed, listens to Marie, as Marie listened to Lena, now absent. Their friendship, like the collective Audre Lorde refers to, is female-identified, challenging the heteronormativity that characterizes the many YA rape novels in which the rape survivor's recovery is demonstrated by incorporating her into heterosexual romance.
11 Such incorporation is particularly disturbing given the arguments that radical feminists have made linking the prevalence of rape to compulsory heterosexuality. Sarah Projansky argues in Watching Rape that feminist perspectives on rape have had some success in infiltrating mainstream popular culture, but often in "truncated and altered forms" (11) . Postfeminist discourse works to "transform feminism in the service of heterosexual masculinity and a dispersed, depoliticized and universalized white middle-class feminine/feminist identity" (14). As my analyses of Speak, Watching the Roses, and other titles reveal, this is the case in many representations of rape in young adult literature. While the majority of books for young adults on the topic of rape fail to interrogate the significance of race, class, disability, and sexuality as they interact with gender, the small number that do so merit our close attention. Childress's and Woodson's novels offer maps to readers, maps that do not ignore the significance of difference, but that reveal to readers the way in which, by ignoring difference, the solidarity necessary to challenge violence against women has been hindered. Attending to these differences matters in another way as well. Both Woodson and Childress show that oppression is institutionalized, the result of historical and economic conditions, rather than individual bias.
Happy Endings Are All Alike, Target, Smoke, Fair Game, and The Amazing True Story of a Teenage Single Mom also map the structural conditions that underlie rape. Thus, they also offer more than novels like Speak and Watching the Roses in which the knowledge of social reality is limited by the subjectivity of the adolescent first-person narrator. While speaking out is a critical part of the social and political change that is necessary to transform those structural conditions, speech and social change are not synonymous. Nor can social change be an individual project. It must be collective and coalitional. Such information is vital, and it is not too much to expect that novels focusing on rape include it.
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1
The novels that I discuss in this essay were specifically written and marketed for "young adult" readers. I agree with Lydia Kokkola about the problems with this term: "Books written and marketed for 12-14 year olds are labeled as YA literature, which suggests their readers are 'young adults' thereby obliterating the existence of the phase of adolescence and marking the onset of adulthood at, or even before, puberty" (11). Kokkola doesn't limit her consideration as I do and, consequently, discusses Sapphire's Push-which is commonly understood as having been written for adults although it is often read by teens-in her analysis of novels of sexual abuse in her Fictions of Adolescent Carnality. Please see Aiyana Altrose's analysis of the way that rape is represented in YA fiction, which persuasively argues that factors I don't address in several of the novels I discuss here "locate the problem within [the female body], rather than the culture in which they exist and within the rapist. It makes the rape into a personal rather than a political problem" (53). 5 In fact, as Barbara Tannert-Smith persuasively argues, the first-person narration purports to represent adolescent experience but it is at least as concerned with the anxieties of the author-herself a rape survivor-as of the adolescent character, and "foregrounds how, for the young adult writer once a young adult herself, such anxieties may not be resolvable in recovery at all" (411).
6
In another study, Malo-Juvera found that after an instructional unit on Speak, students' rape myth acceptance was reduced. Some data shows a decrease in rape in the US. One source speculates that reasons for this decrease are "the same factors that drove the more general decrease in violence, while the rest was caused by changes in attitudes about gender" (Kenschaft and Clark 115) . Elsewhere, however, they note that rates of overall social violence are themselves shaped by gender because traditional masculinity is associated with violence. Thus more gender-egalitarian societies tend to be less violent overall, hence less prone to gender violence as well (129).
